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The depiction of pain, distress, grief and suffering of a\l kinds in early 
children's literature was a common narrative strategy manipulated by writers 
with widely varying agendas. In many cases, their message was reinforced 
for this most vulnerable and impressionable of readerships by vividly grue-
some and terrifying i\lustrations. The implications of this strategy are, of 
course, skewed by the power relationships inherent in the narrative between 
the adult author and/or narrator and the young reader. This becomes a par-
ticularly crucial and complicated issue when the message is mediated through 
an adult authority figure, parent or teacher, in the text or, indeed, through the 
voice of the adult reading the text to a young child. This paper considers two 
central approaches to the portrayal, in terms of both text and image, of the 
witnessing, experiencing, inflicting and management of pain in texts from the 
18th and 19th centuries: firstly, that of the cautionary tales and their succes-
sors, the longer novels of the rational moralists, and secondly, that of the 
sentimentalising of suffering in post-Romantic fiction. 
Heinrich Hoffmann's Der Struwwelpeter (1844) is a co\lection ofhu-
mourous examples of the cautionary or warning tale, origina\ly wriUen for his 
young son and i\lustrated by Hoffmann himself because of his exasperation at 
the lack of good picture books for sma\l children. 1 The crude, highly coloured 
i\lustrations which depict a kind of bizarre hyperreality accompanied by 
vivid, comic verses present a direct and memorable expression of the conse-
quences of foolish or insubordinate behaviour. The actual moment of experi-
encing the dire results of sucking your thumb, failing to eat your SOLlp or 
playing with matches is graphically reinforced by the juxtaposition of text 
and image. In the illustration for Die Geschichte vom Daumenlutscher (The 
1 HÜRLIMANN, Bettina, Three Cenluries o(Children's Books in Europe, translatcd and cdited 
by Brian W. Alderson, Oxford University Press, London, 1967, p. 53. 
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Story of the Thumbsucker) [Fig. 1], the sudden entry of the huge, rushing 
figure with his gigantic scissors, catching the child unawares, promotes the 
importance of constant self-policing; the trapped thumbs, dripping blood and 
jerky reaction of the boy enforce the notion of terrible retribution in the form 
of excruciating and disabling pain. Hoffmann's book has exercised literary 
critics and psychologists since its publication and there has been much debate 
about the effect on the child reader. Do the comic verses and exaggerated 
gruesomeness of the images mitigate the horror of the situation depicted as in 
Ihe 20lh cenlury comic and cartoon traditions, 01' do they abuse the child 
reader's sensibilities in an unacceptable way? Hoffmann was himself a doctor 
who allegedly used his sketches of Struwwelpeter and his other characters to 
amuse and relax his young patients. His little tales have, inevitably, been 
subject to broader interprelations -it is not difficult, for example, to read 
Del' Daumenlutscher as a covert warning against masturbation. 
Hoffmann's work drew, however, upon a well-established tradition of 
caulionary la les and verses in Ihe 181h and early 19th centuries, in which the 
depiction of the experiencing of pain is deployed as a strategy of control and 
socializalion. Such lexls tlourished particularly in Brilain and had their roots 
in both 171h cenlury Purilan propaganda and 181h century debates on the 
upbringing and education of the young. The earliest texts directed at children 
were linked overlly with religious instruction, promoting the image of the 
child as inherently wicked, burdened by Original Sin, and encouraging a self-
perception based on the consciousness of sin and the need to actively seek 
salvalion. A model and inspiralion for these pious little histories was Foxe's 
Actes ami Monuments (1563), popularly known as the Book o/ Martyrs, a 
book widely recommended for the young, in which bold woodcuts presenting 
graphic images of executions and lorture accompanied the text. The reader is 
encouraged to bear witness to Ihe torment suffered and admire the resignation 
and endurance exempliíied by Ihe persecuted Protestants who remain true to 
their faith and gain their reward in heaven. Children were thus exposed at an 
early age to images of inlense suffering. lt has often, in fact, been suggested 
that Ihe perhaps unlikely popularity of this book with young readers was due 
more lo the Ihrill of the violent scenes depicted than to the edifying text. 
In one of Ihe firsl books written in English specifically for children, 
James Janeway's A Token for Children: being an exact account o/ the Con-
version. Holy and Exemplary Uves and Joyfitl Deaths o/Several Young Chil-
dren (1672), which could be described as an 'act of religious terrorism', the 
narralive reveals an obsession with the dangers besetting young souls, the 
children, so me as young as three, depicted actively longing for and embrac-
ing sufTering and death. To the modern reader, such texts of religious indoc-
trinalion seem tantamount lo child abuse, torturing the young reader's 
sensibilities with explicit examples and fostering aclimate of fear (that most 
painful of passions) of hell-fire and damnation. A la ter text, Isaac Watt's 
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Divine Songs. attempted in easy language for the use of Children (1715) 
created a new format which was lo be immensely influenlial, using rhymes 
and pictures in the style of the Renaissance emblem book lo exemplify a 
religious message in a less terrifying manner, relating il to Ihe child reader's 
everyday experience of pleasures and wrongdoing. Even here however, Ihe 
warning s against disobedience or Iying can be harsh. A woodcut of a small 
child sitting on the knees of a relaxed, smiling man with a book open on her 
lap, a benign enough picture of parental devotion sel in a pretty garden, 
stands aboye a verse entitled 'Obedience lo Parents' which asks 'Have not 
you heard what dreadful plagues / Are threaten'd by the Lord, / To him that 
breaks his father's law,? Or mocks his mother's word?' and offers the en-
couraging example, 'The ravens shall pick out his eyes / And eagles eat the 
same.' Such explicit use of text and image to frighten the child into goodness 
was to be revived a hundred years later by the Evangelicals. 
In the 18th century, meanwhile, with the increased recognition of the 
special nature of childhood and of the need to provide suitable reading matter 
more appropriate to the age and experience of the child, a similar format was 
taken up by the rational moralists whose concern was more with the social 
behaviour and moral s of the child. The message in English didactic caution-
ary tales or verse homilies was designed, arguably, to appeal as much to the 
basic instincts of self-preservation and survival as to the child's reason. The 
accompanying illustrations, whether crude woodcuts in the early 18th century 
or more sophisticated engravings on copper or steel later, reinforced the no-
tion of the prospect of physical pain, which the child reader or lis tener is 
forced to contemplate, in a calculated narrative and visual strategy of coer-
cion to goodness and virtue. The observing of others experiencing pain or 
danger is intended to elicit a variety of cognitive and affective responses. 
These examples clearly play on children's fears, evoking empathetic distress 
by showing fairly realistic contemporary children coming to grief in various 
spectacular ways, usually in the absence of parents or other adults, through 
their own carelessness, stupidity or disobedience, or hovering on the brink of 
disaster. In books with titles like The Second and Third Chapter of Accidents 
and Remarkable Events (1801), and, les s dramatically, Original Poems for 
/n.fant Minds (1804-5) or Rhymesfor the Nursely (1806), many ofthem pub-
lished by Darton and Harvey in London, boys are shown being tossed by 
bulls, drowning in swollen rivers, tumbling out of air balloons (an interesting 
sidelight on enthusiasms of the time) or injuring little girls with tirearms. 
Girls are shown falling and hurting themselves through behaving like hoy-
dens or suffering the consequences of playing with tire. The illustration in the 
example reproduced here [Fig.2], from Ann and Jane Taylor's Rhymesfor the 
Nursery, is reminiscent of the images of saints consumed by tire in Foxe's 
Book of Martyrs or some of Goya's horror sketches. The accompanying verse 
is in the form of a dialogue between a child and her mother and underlines 
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the direct link between disobedience and both immediate excruciating pain 
and long-term suffering. Moreover, the scars the little girl bears mark her out 
as a warning and example to others. lt is revealing to compare this example 
with Hoffmann's tale of Paulinchen in Del' Struwwelpeter who also plays 
with fire, in which the ghoulish humour of the final image, with the liule pile 
of ashes, the unharmed slippers, and the sobbing cats arguably mitigate the 
horror. 
A different use of the image as affective visual experience is demon-
strated in The Gidc(v Girl, from Elizabeth Turner's The Daisy; al', Cautionary 
Sfories in Verse Adapfed fa the Ideas al Children from Four to Eight Years 
Old (1807), in which a named child, Miss Helen, who 'was alw,!ys too giddy 
to heed I What her mother had told her to shun' is depicted hovering over the 
abyss of a well near which she has explicitly been forbidden to go. Portraying 
the child just before she falls into the well and drowns is a strategy not so 
much to protect the young reader's sensibilities (since this was not an appar-
ent concern ofmany authors ofthe time) but working more on their imagina-
tion, encouraging them to engage dynamically with both text and image by 
anticipating the next step in the action depicted and, equally, by recognizing 
the need for self-discipline and restraint to avoid such accidents. 
The vicarious experience of pain in the safety of the reading situation 
thus serves a wide-ranging didactic purpose. Most of these dangers appear in 
recognizable, everyday contexts (the home, garden or street). For the child of 
this period, the message was that the world was a hazardous place if one did 
not accept adult authority and infallibility, and the social and moral values of 
the time. The depiction of dangers which a child must learn to recognize and 
negociate has c1early gendered implications too -thus, boys suffer through 
being over boisterous, cruel, adventurous, incautious or experimental, while 
young fe males sutTer pain and humiliation (as in traditional fairy tales) if they 
deviate from the socially sanctioned nonn of femininity throllgh vanity, cllri-
osity, or greed, that is, the indlllgence of their appetites and senses. In France, 
too, the anxiety abollt the effects of fairy tales and the stories in the little 
pllblications of the BibliofMque bleue on the moral and intellectual develop-
ment of children stimlllated the prodllction of very similar edifying moral 
tales, but these were often embedded in longer narratives like Mme Le Prince 
de Beaumont's Magasin des enfánts (1757) or Mme de Genlis Les veillées du 
chcífeau (1784), which contained few, if any, illustrations, other than a fron-
tispiece. Berqllin's L'ami des enfants, a magazine for young people beglln in 
1782, was very intluential on all writers of moral tales but the illustrations in 
later editions and translations are rather formal and static headpieces to each 
tale and tend to emphasise sentiment and the trillmph of virtue. 
The same strategies of the early cautionary tales and verses are re-
worked in la ter, more sophisticated novels which present desirable and lInde-
sirable models of maturation in more rounded child characters in a uSllally 
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comfortable and well-regulated domes tic setting. Such characters were obvi-
ously more effective role models than fairy tale figures or the one-
dimensional children in the cautionary tales. In both England and France, the 
influence of Rousseau 's theories on the value of experience in the upbringing 
of children is fully apparent. As part of the learning experience, the yOllng 
protagonists of Mme de Genlis, Mary WolIstonecraft and Maria Edgeworth 
routinely suffer the painful consequences of their actions, among the most 
common being, for example, the injuries of falling from trees, ladders and 
roofs (symbolically representing the pride of disobedience), stings or bites 
from mishandled insects or animals or the more intimate results ofwhat Mary 
WolIstonecraft, in Chapter IX of her Original Stories (1788), calls the 'In-
conveniences oflmmoderate Indulgence'. In this text, illustrated by William 
Blake, the two small girls, Caroline and Mary, are policed effectively by their 
governess Mrs Mason so that when one transgresses by gorging herself on 
fruit, she is forced to suffer alone in her room before being taken the next day 
to contemplate the behaviour of the pigs at their trough. In these texts, the 
psychology and pedagogical aspects are rather more developed than in the 
cautionary tale: the moral is made explicit by the adult authority figure, the 
fictional child acting as an example to the reader in her or his recognition of 
the error. 
This model was still being used three quarters of a century later. In 
Les Malheurs de Sophie (1859), by the Comtesse de Ségur, the best-known 
of her hugely popular texts for HacheUe's Bibliotheque rose, the hapless 
Sophie undergoes a variety of painful experiences through the predictable 
character flaws (greed, vanity, cllriosity, disobedience and disregard of her 
mother's warnings) but a curious tension results here, however, in that the 
depiction of Sophie is so attractive and the narration of her exploits so 
compelling that the modern reader (and perhaps the contemporary reader 
too) can not help admiring her energy, dynamism, and initiative. The illus-
trations by Horace Castelli, one of the highly regarded illustrators who 
worked on the the Comtesse de SEgur's books and helped to raise the status 
of children's literature in the mid-19th century, highlight dramatically the 
potential of the situations in which Sophie finds herself. In the chapter 
entitled 'La chaux', for example, in which Sophie, despite her mother's 
prohibition, steps into sorne builders' quicklime, the accompanying illustra-
tion depicts the moment before the damage is done and her stockings and 
shoes burnt away. lt communicates her proud confidence before the fall and 
engenders anticipation in the reader who, like Sophie, has clearly heard the 
warning. In 'Les loups', which has strong echoes of Le Petit Chaperon 
Rouge in the situation of the vulnerable child getting distracted and lost in 
the wood, a two-page spread full of dramatic impact depicts the moment of 
attack, with the wolf tearing at Sophie's dress, and the dogs tearing vio-
lently at the wolf. Her flying hair ribbons and arms indicate her terror, her 
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face is contorted with anguish. Here, though, the actual suffering of pain is 
displaced, for it is the dogs, rather than Sophie, who return torn and bleed-
mg. 
Les Malheurs de Sophie also tackles the subject of the inflicting of 
pain. The portrayal of thoughtless cruelty towards animals was a primary 
didactic strategy employed in children's literature to inculcate compassion 
and civilised behaviour towards others. Many of Sophie's experiments in-
volve unfortunate animals (cutting up and salting her mother's goldfish, im-
mersing her tortoise in a pond to cool him off, spurring a donkey with a piece 
of holly) and both she and they paya high price for her curiosity. There is 
one episode involving the inflicting of pain which is particularly troubling for 
the modern reader and seems to echo the little tales of martyrdom described 
earlier: in a realistic scuffle with her cousin Paul (the desirable role model in 
the text), the hot-tempered Sophie flings herself upon him and scratches his 
face. Castelli's depiction of this moment [Fig.3], with a wild-eyed, dishev-
elled Sophie with Medusa-like hair attacking Paul from behind, underlines 
the notion that such a propensity for rage and violence dehumanises the per-
petrator. Sophie quickly regrets her action, but her concern for herself is 
greater when she foresees the punishment it will bring. Paul's action in 1'011-
ing in a holly bush so that he will not have to lie to his aunt about his 
scratches is seen as chivalrous (and thus opposed to female aggression) and 
shames Sophie into making a confession. But this episode is reinforced by 
the story of Sophie's young friend who, having scratched her maid in a tem-
per, badly scratches her own arm in bed that night to punish herself. The 
description of the bloody sheets is graphic and the child herself points the 
moral; 'J'ai pensé qu 'il était juste que je me fisse suffrir ce que vous souf-
friez, et je me suis griffé le bras jusqu'au sang'. This action is endorsed by 
Sophie's mother and admired by Sophie 'C'est tres beau ce qu'Elisabeth a 
fait,.2 Self-mutilation as an outward sign of genuine repentance is a concept 
familiar in much religious practice, but presents in children's literature a 
disquieting image of self-harm as a sign of moral worth. This episode in not 
accompanied by any illustration. 
Most of the aboye mishaps occur in the absence of parents or guardi-
ans, but what of the scenarios in which they are implicated in the infliction of 
pain? In her deceptively simple tale The Purple Jar from Early Lessons 
(1801), Maria Edgeworth, an admirer of Rousseau's pedagogical ethos, fol-
lows the popular format, typical of the rational moralist approach, of a child 
learning a lesson about a supposed character defect through experience and 
reasoning. Rosamond, a lively, well-meaning but impetuous child, is allowed 
by her mother to choose between a beautiful purple jar she has seen in a 
chemist's shop and the new pair of shoes she badly needs. Her obstinate 
2 COl1ltesse de SÉGUR, Les Ma/hell/'s de Sophie, Gullíl1lurd, París, 1977, p. 101. 
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desire to obtain the jar and possess its sensual beauty (thus following what 
Bettelheim calls 'the pleasure principie' rather the principie of reason and 
duty) wins over the mundane with the result that she has to suffer the serious 
discomfort of broken and worn shoes for a month.3 Thus the privileging of 
beauty and sensuality over commonsense is seen to lead to not only physical 
pain, but the anguish of social exclusion, mockery and disillusionment (the 
purple jar is, of course, a clear glass jar filled with a foul-smelling purple 
liquid). Her unflinchingly rationalist mother will not relent until Rosamond is 
able to acknowledge her error in judgement. 
Physical chastisement by a parent or teacher is a familiar theme of 
much early writing for children. A rather crude, static woodcut in John Bun-
yan's Divine Emblems (1790) shows a disobedient child being threatened 
with a stick aboye a verse bemoaning the tendencies of young people 1.0 ig-
nore the wise advice of their elders. The 'Spare the rod and spoil the child' 
ethos reached epidemic proportions in the work of English Evangelical writ-
ers in the early 19th century. Once again, the mortification of the flesh was 
the path to salvation for the inherently wicked child. Mr Fairchild in Mrs 
Sherwood's The Fairchild Family (1818) encapsulates this approach in his 
encouraging words to his liule son Harry, who has sto len an apple: '1 did not 
punish you, my child, because 1 do not love you, but because I wished to save 
your soul from hell'.4 In this model of good parenting, the adult is the surro-
gate for God, and corporal punishment is a vital part of their duty to rear a 
virtuous and responsible citizen in this world and ensure their offspring's 
salvation in the next. The traumatic experiences the erring children undergo 
in Evangelical texts seem, to the modern reader, a sadistic mental and physi-
cal cruelty on the part of both the fictional parents and the author. Quite sav-
age beatings and deprivations are common as well as psychological torture: 
Mr Fairchild lectures his three small offspring on the dangers of sibling 
squabbling at the foot of a creaking gibbet on which hangs the rotting body of 
aman hanged for cheating his brother. The yOllng protagonists are encollf-
aged to indlllge in constant self-examination and pass ion s of self-abasement. 
These episodes are not, however, illllstrated in early editions and are gener-
ally omitted or modified in later versions. 
The Comtesse de Ségur has freqllently been accllsed by critics of sa-
dism for her penchant for severe beatings in her novels and these are fre-
qllently illllstrated in graphic manner. She does not actllally endorse severe 
corporal pllnishment, however, except in cases of extreme wickedness, and 
this most freqllently in the case of lower class characters, who, it would seem, 
3 See Bruno BETTELHElM, The Uses ()( Enchal//mel//: The Power al/d Importal/ce o( Fail)' 
Ta/es, Penguin, Harmondsworth, 1978. 
4 Mary Martha SHERWOOD, Tlle His/ol)' ()( Ihe Fairchi/d Fami/)' 01', The Chi/d's Mwwa/. 
beil/g a Colleclion ofSlories ca/cII/aled 10 sllOw Ihe Imporlal/ce al/d Ej/'ecls ()(a Religiolls Edll-
caliol/, J. Hatchard & Son, London, 1845, p. 68. 
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are best taught a lesson by immediate physical retribution for their crimes. 
Physical violence is more often portrayed as a perversion perpetrated by 
wicked or misguided (and usually foreign) aduIts. In Le bon petit diable 
(1865), a text full of violen ce and mayhem, the cruel aunt Mme Mac'Miche 
is explicitly stated to be abusing her strength and authority in beating her 
energetic nephew Charles and the illustration [FigA], again by Castelli, 
lea ves the reader in no doubt as to the criminal nature of her action. Her face 
is hidden from the viewer, her rigid left arm suggests the firmness of her grip 
on the stick which bends under the force with which it is wielded, the boy's 
face is hidden in his hands and his backside is exposed mercilessly to the 
lash. The cat in the background gives vent to the howl of pain t~e child sup-
presses. In Les Petites Filies Modeles (1858), Sophie's wicked stepmother, 
Mme Ficini, 's'Elan9a sur Sophie et la fouetta abras redoublé [et] ne cessa 
de frapper que lorsque la verge se brisa entre les mains,.5 The gratuitous 
sadism of Mme Ficini ('C'est le seul moyen d'éléver les enfants', she pro-
c1aims) is suggested in Castelli's iJlustration which confronts the reader with 
the child's agonised expression, the stance of Mme Ficini suggesting her 
whole weight behind the beating. Her face, like that of Mme Mac'Miche, is 
hidden, her aggressively flounced skirts contrasting with the vulnerability and 
lack of dignity of Sophie's body, her c10thes bunched up round her waist, her 
backside exposed and her legs dangling helplessly. The horrified expressions 
of the onlookers, shrinking children and protesting adults alike, mediate the 
reader's reaction. The Comtesse de Ségllr's endictment of such abuse of 
parental authority is lInderlined by the tates of Mme Mac'Miche and Mme 
Ficini who both suffer indignities and humiliation, and in the case of the 
former, death. 
A consequence of the collision of Evangelical beliefs and the Roman-
tic view of the purity and innocence of childhood was the equally disturbing 
sentimentalizing of suffering as an indication of superior moral or spiritual 
worth 01' as a desirable state. In much nineteenth-century ElIropean Iiterature 
for both adult and juvenile readers, the obsession with invalids and dying 
children (of which Dickens' Tiny Tim and Little Nell are the quintessential 
types) who, in malldlin deathbed scenes, effect reconciliations, consolation 
and the redemption of adult witnesses with their intuitive wisdom and spiri-
tual strength, may have had a therapeutic aim and was undoubtedly an effec-
tive marketing strategy, but bore liule or no relation to reallived experience. 
A realistic depiction of the suffering of the afflicted child was rarely tackled 
and illustrations, too, tended to transmute the reality of painful iIlness or 
death into an often tacky, sentimental, consolatory scenario to serve a reli-
gious agenda or satisfy a voyeuristic appetite. Such deathbed scenes became 
a cliché of text and image in Evangelical tracts, and children's books were 
5 Comtesse de SÉGUR, Les PelÍles Filies Modeles, Gallimard, Paris, 1980, p. 54. 
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not exempt from this approach. Mrs Sherwood's The Histol)l of Little Hel1l)l 
and his bearer Boosy (1814) contains just such a typical scene, in which the 
eight year-old Henry is depicted in a pose of quiet beauty and pious raptllre, 
his hands c\asped in prayer and his eyes cast heavenwards, attended by his 
mother with the faithful servant Boosy sitting at his feet [Fig.5]. The death of 
Henry affects all who knew him and has lasting consequences: his thollght-
less mother is persuaded by her child to think of her immortal soul and the 
pagan Boosy is baptized a Christian. Similar images can be fOllnd throughout 
the nineteenth century in European children's literature. One further example 
will suffice to suggest the similarities in approach: in Castelli's illustration 
accompanying the description of the death of the young Pauline in the Mé-
moires d 'un ane (1860) by the Comtesse de Ségur, the stiff, unnaturallY 
posed figure of the suffering girl is framed by the bed curtains and over-
looked by a picture of Christ on the cross, suggesting her own imminent 
martyrdom. The girl has a sweet, resigned smile on her face, her eyes turned 
towards the viewer rather than towards the two watching men who lean to-
wards her with intent and thoughtful expressions. 
The tendency to use suffering of all kinds as a strategy to engender pa-
thos was, of course, very widespread. Social refonners politicised suffering 
by exploiting in their works the image of the child victim, poor, cold, starv-
ing, abandoned, sick, crippled, exploited and ill-treated as a crucial device for 
stimulating collective guilt. ]n children's books the real-life implicalions of 
such misery was often played down or evaded. A text which goes some way 
towards demystifying the romanticising of suffering is Hector Malot's Sans 
Famille (1878) in which the deprivations, cold, hunger, beatings and hard-
ships of life on the road and work in the mines are vividly depicted. 
Finally, arare example, in my experience, of a text which tackles the 
managing of pain in a realistic and compassionate way. Harriet Martineau's 
The Crofton Boys (1841) captures accurately and sympathetically the symp-
toms of anxiety of a young boy at boarding-school who suffers chronically 
from feverish headaches, excitement, weeping and nervous exhaustion. When 
he is pulled from a high wall and has to have his foot amputated without 
anaesthetic, Martineau not only evokes the pain of the operation and lhe 
child's perception ofhis plight, his misery and fear, but al so offers a practical 
and optimistic model of living with a disability. Hugh is encouraged by his 
mother and fi'iends to leam patience, courage and cheerful acceptance of his 
new status, but also how to manage the physical and psychological effects of 
his accident, including his distress at feeling continuing pain in his lost foot. 
The advice is sympathetic and sensitive but comparatively unsentimental, 
constructive and upbeat, discouraging both wallowing in self-pity and lhe 
denial of his reduced capabilities, focussing instead on ways of understanding 
and coping with, and ultimately transcending, them. The exploration of the 
psychology ofpain extends to the dangers for Hugh's character ofthe passive 
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acceptance of invalidism (attention-seeking, dependence, irritability, excuse-
making, etc) aud for the characters of his friends who no longer know how to 
relate to him. Harriet Martineau tells us in her Autobiography of 1877 that 
own experience of deafness aud extended periods of illness as a child made 
her acutely aware of the mismanagement of the social and psychological 
aspects of disabilities in children and her story for young readers suggests a 
recognition that the exploitation of images of pain and infirmity in literature 
at the expense of realistic portrayals was not at all helpful.6 She attacks the 
idea that infirmity or disability is a sign of either moral deficiency or superior 
moral worth while refusing Ihe maudlin sentimentality atlached to suffering 
by the literary conventions of the time. 
This survey reveals only the tip of a considerable iceberg, but has 
aimed to demonstrate the range of approaches, in a limited national and tem-
poral context, to the imaging of pain in literature for young readers. The 
portrayal of violence, injury and accident in modern cartoons and comics 
(where characters are flattened by huge anvils dropping from the sky or fall 
from improbable heights only to spring up again unhurt) open up many other 
avenues of enquiry, like Hoffmann's drawings, not least in the tricky ques-
tion of reader response. Does such a distancing from the true experiencing of 
pain through exaggeration, humour and the sheer improbability of the mis-
haps breed immunity in the reader or viewer to its reality, disguising the real 
implications, 01' allow the child to experience violence and danger and their 
consequences in safely? Do Ihey simply cater lo the human taste for relishing 
the misfortunes of other people and encourage a sadistic view of life? As 
with the horrors of lhe early cautionary tales, one wonders whether they en-
courage the child to recognise life's potential hazards and relate them to their 
own experience, or simply offer a tilillating thrill of vicarious suffering which 
may or may not be a healthy response. 
6 Harrict MARTINEAU, Alllobiography, Virago, London, 1983,2 vols., vol 1, pp. 73-78. 
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Figure l. 
Figure 2. Playing with fire. 
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